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reprinted for the first time, is one of the rarest works 
on dancing. It was issued in two parts, both published 
at Nuremberg in 1716, by Johann Jacob Wolrab. 

Part I. contains a decorative title-page, which forms the 
frontispiece to the present volume, five pages of text and fifty 
plates, engraved throughout. The text consists of the author’s 
foreword in German and Italian, a brief description of the work 
in the same languages, and an Italian version of the directions 
engraved on each plate. 

Part II., which is excessively rare, contains a decorative 
title-page and fifty-one plates, engraved throughout. There 
is no text save that engraved on the plates. In the present 
reprint the plates have been slightly reduced, those in the 
original edition measuring 8.6 by 6.3 inches. 

I have been unable to glean any information regarding the 
author, Gregorio Lambranzi, beyond what he tells us himself ; 
namely, that he was a Venetian maitre de ballet. Obviously 
he lived during the end of the seventeenth and beginning of the 
eighteenth centuries, and it is clear from this work that he 
must have been gifted with a lively imagination and considerable 
creative ability, and risen to eminence in his profession. 

There is a similar dearth of particulars regarding the career 
of Johann Georg Puschner, the artist who drew and engraved 
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these plates. All the artistic biographies speak with a like 
brevity and state simply that he was born probably at Nuremberg, 
where he flourished from 1670 to 1720. 

I cannot convey the excitement that possessed me when 
I discovered, some years ago, a copy of this work in the British 
Museum catalogued under early music. Nor can I express 
the delight and quickening anticipation with which I turned 
over the plates. Even now I have only to look through the 
book to imagine myself seated in some eighteenth century 
theatre, watching these lively dancers glide and step, jump and 
stamp, twirl and bounce before my eyes. Is there any other 
book in the world which contains such marvellous character 
dances ? 

The author’s plan is quite unusual. Instead of making use 
of the Feuillet system of stenochoregraphy, or some analogous 
method, by which to record his dances, he gives the theme and 
air for each, suggestions for steps, and, by means of an engraving, 
conveys the style-atmosphere and setting of the dance, and 
the costume to be worn. 

From such indications the professional reader is expected 
to be able to arrange a dance. ‘True, this presupposes a certain 
power of invention and an instinct for style; but the plan of 
giving a rough outline and leaving the dancer to fill in the details, 
is worthy of emulation. It permits the composer to interpret 
the theme in his own manner and create a living thing. This 
is far preferable to the laborious deciphering of signs which, 
however well they may preserve the skeleton, cannot endow 
it with life. 

What a different state of affairs obtains in Lambranzi’s method ! 
The artist, with the author to serve him as model, has really 
succeeded in conveying not only the manner in which the dancer 
stood, but the way in which he moved. The head, face, arms, 
body and legs—all are expressive to a degree ; and every pose 
is distinguished by a nice feeling for line. Mark, too, how 
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the style of dance changes with the subject. Each has a distinct 
and definite character of its own. Everything Lambranzi saw 
seems to have been a source of inspiration to him, and it is 
certain that the dances given represent only a tithe of all those 
he devised. I feel that his career might be summed up in a 
paraphase of Czsar’s Veni, Vidi, Vici : I came, I saw, I composed 
a dance. 

The themes are full of ingenuity and variety. There are 
suggestions which range from light comedy to a full-flavoured 
buffoonery that is obviously inspired by the recollection of 
scenes from the Commedia dell’ Arte. Many of the traditional 
Masks themselves appear : Harlequin, Scaramouch, Purricinella, 
Pantalone, Scapino, Fenocchio, Mezzetino, the Bolognese 
Doctor and Narcisino. All these are strongly marked types 
with special characteristics of their own, which at once prompt 
the style-atmosphere of the dance. 

To make this point clear, consider a modern Mask, such 
as Charlie Chaplin, created by Mr. Charles Chaplin. This 
great actor has a number of characteristic movements and poses 
which, through the popularity of the films in which he appears, 
are familiar to everyone. Any person possessed of a knowledge 
of dancing could interpret a simple theme in the manner of 
Charlie Chaplin because he or she would have a definite idea 
as to how that actor would walk, or run, or act under various 
conditions. Thus it would only be necessary to arrange a 
series of steps and actions to express the given theme, and then 
to revise them in terms of Charlie Chaplin. These dances 
depend on the application of the same principle. 

Doubtless many readers will be well acquainted with the 
characteristics of the Masks mentioned. For those who are 
not, it may be helpful briefly to define their origin and qualities. 
The Masks, or fixed characters, were derived from all the 
provinces of Italy. The four chief and oldest Masks were 
Arlecchino (Harlequin), Brighella, Pantalone and II Dottore 
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(The Doctor). The first two were natives of Bergamo, the 
third came from Venice, and the last from Bologna. 

The best portrait of Harlequin in the eighteenth century is 
that painted by Marmontel, who says of him : 


meElis character presents a mixture of ignorance, naiveté, 
stupidity and grace. He is like a mere sketch of a man, a great 
child visited by\flashes of reason and intelligence, in all of whose 
capers and awkwardnesses there is something sharp and 
interesting. The\model Harlequin is all suppleness and agility, 
with the grace of \a young cat, yet equipped with a superficial 
coarseness that renders his performances more amusing; the 
part is that of a lackey, patient, faithful, credulous, gluttonous, 
always in love, always in difficulties on his master’s account 
or his own, afflicting himself and consoling himself again with 
the readiness of a child, one whose sorrows are as amusing as 
his joys. Such a part demands a great deal of naturalness and 
of wit, and a great deal of physical grace and suppleness.” 


Brighella is a sly rogue, a dangerous rascal with an ingratiating 
manner. The forerunner of the confidence trickster, he has 
no scruples as to the use of perjury or theft. Lively and insolent 
with women, a boaster with old men and weaklings, he is the 
first to take flight when difficulty arises or danger threatens. 
But this will not prevent his dealing a stab in the back if 
opportunity permits and necessity requires it. Skilled in 
flattery, able to sing, play and dance, he is unmatched at making 
himself a welcome, if uninvited guest. In short, he is a prince 
of wheedlers. 

Scapino, Fenocchio, Mezzetino and Narcisino are all variants 
of Brighella. Fenocchio made his appearance on the Italian 
stage as early as 1560. He is usually employed in amorous 
intrigue. Scapino, as his name which is derived from scappare, 
to escape, suggests, is more cowardly than Brighella. He 
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shudders at the very thought of using violence. Mezzetino is 
the same kind of shrewd lackey, working for himself or acting 
as servant to gay philanderers such as Ottavio and Cinthio, 
or playing the deceived or deceiving husband. Narcisino 
is a native of Malalbergo, a town between Bologna and Ferrara. 
He generally takes the part of a stupid servant, or that of a foolish 
and self-willed father or guardian. 

Pantalone is a father, husband, widower or old bachelor. 
He can be either rich or poor, but is invariably avaricious and 
mistrustful, and often ridiculous. 

The Doctor is the learned man caricatured. He can talk 
on any subject and at such length that his audience either falls 
asleep or departs long before the oration has ended. He cannot 
discuss the simplest matter without the introduction of Latin tags. 

Purricinella is the Bolognese variant of Pulcinella. He is 
coarse and stupid as opposed to the wit and astuteness of the 
latter. 

Scaramouch is derived from the Italian scaramuzzia, meaning 
a little fighter or skirmisher, and this Mask is a descendant of 
the ancient figure of Comedy known as the Captain, who is 
a braggart, a boaster and a liar. He breathes hell-fire and 
slaughter. But if his victim’s eyebrow but frowns or his hand 
strays to his sword-hilt, then the Captain’s courage evaporates 
like the gas from a pricked toy balloon. He concocts so many 
legends of his prowess that by sheer force of repetition he ends 
by believing them himself. In war he outrivals the exploits 
of Bayard; in love, his amorous propensities would put to 
shame those of Casanova. 

Then there are dances suggested by various professions and 
trades ; a pikeman going through his postures, a platoon of 
grenadiers at drill, a cobbler waxing his thread, coopers driving 
hoops on a barrel, blacksmiths forging a nail, a tailor measuring 
a customer for a dress. Sports and pastimes are likewise the 
themes of dances. And lastly there is a long dance where the 
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movements are frankly acrobatic, they smack of the tumbler 
rather than the dancer. 

It is safe to assume that the majority of dance teachers and 
dancers who will compose these dances will adapt pas with 
which they are familiar to the exigencies of the theme, the known 
or imagined qualities of the character, and the general style- 
atmosphere gleaned from an examination of the plate or plates. 
Those, however, who seek a knowledge of the manner in which 
the basic pas were executed in the early eighteenth century will 
find all their questions answered in these three books : Feuillet 
(R. A.), Choregraphie (1701) ; Rameau (P.), Le Maitre a danser 
(1725), and Abbregé de la nouvelle methode (1725). 

One movement, however, does present a little difficulty ; 
that is the term pirole. This word occurs eight times through- 
out the plates as follows: Part I. Prrole (1), Ptroleten (19, 24, 
25); Part II. Piroles (2), Birollets (25), Pirole (37), and Birolle 
(39). In general this word seems to mean pirouette, and I 
think is rightly so translated. I cannot trace the word pirole 
in any French, German, Italian or Spanish dictionary. This 
turning movement is pirouette in French and German, piroetta 
in Italian, and pirueta in Spanish. The nearest approach to 
pirole that I have been able to find is the Italian pivolo, meaning 
a peg or pin; and it may be that pirole is derived from it, unless 
it is a dialect word, or simply a case of misspelling. 

That this last conjecture is within the bounds of possibility is 
clearly proved by the author’s use of the term Stehpas, in the 
German preface, which obviously means jeté pas. This is a 
mistake that has persisted for years, due to some pupils having 
never been taught the meaning and correct spelling of terms 
in daily use. In comparatively recent publications I have 
seen the word jeté written as “stay.” Thereis one instance, plate 
37 of Part II., where pirouette does not seem to be the equivalent 
of pirole, for the pas represented suggests the Russian prisiadka 
step, better known as the “‘ cobbler”’ step. 
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The settings for the dances are very interesting. In general 
they consist of three or four pairs of ‘‘ wings ” and a backcloth. 
They are comparatively simple, far removed from the elaborate 
architectural conceptions, with their rich baroque ornaments, 
of such masters as the Bibienas, Juvarra and Piranesi. Nearly 
all are designed on vertical lines, possibly to enhance the curved 
lines presented by the movements of the dancers. 

These scenes have one great merit in that they leave the 
stage free for the dancers. Representational scenery is generally 
distasteful in colour, but it might be an interesting experiment 
to set dancers in coloured costumes, not too high in key, against 
such style of scenery as in these plates, but painted in monotone, 
to suggest an etching or engraving. 

As the reader turns over the enchanted pages of this book 
he will be impressed by two things. First, the ingenuity, 
resource and originality possessed by the author. Second, 
the extreme difficulty of accomplishing anything really new. 
When Nijinsky produced Feux in 1913, the idea of using a 
branch of sport as a theme for ballet was acclaimed as a stroke 
of genius. Yet here is a dance of tennis-players produced 
almost two hundred years ago! In the acrobatic dance which 
is given towards the end of Part II., look at No. 47. Does 
this not suggest the work of Massine in his latest ballet Ode ? 
Consider No. 48; does this not recall his Pulcinella ? 

I have dwelt somewhat on this point, because I regard the 
study of dance literature as an important part of the dancer’s 
education, and one far too often neglected. So many dancers, 
alas, believe the physical training to be the alpha and omega 
of their art. And what after all is the purpose of this training ? 
First and foremost to make the body malleable, to make it plastic, 
so that when the mind commands the limbs to perform a certain 
movement, they are fitted with the requisite strength and balance 
to obey on the instant. 

In the hands of a good teacher, any person, of suitable age 
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and endowed with the right kind of body, can acquire the graces 
and physical abilities which mark the well-trained dancer. A 
certain amount of personality, if inherent, may be developed. 
A certain professional ease of manner may be gained from 
appearing before the public. But, from the purely dancing 
standpoint, there is little difference between such a dancer and 
a hundred others who have been similarly trained. They 
might all have been stamped from the same die. And, as a 
general rule, the young woman who on the completion of her 
physical training is honestly convinced that she is a finished 
dancer, more—an artist, is nothing but a beautiful machine, 
a robot. 

The truth is that while the dancer’s body has been educated, 
often to excess, her mind has been left to vegetate. What 
does she know of the history of dancing, of the great dancers 
of the past, of style-atmosphere, of costume? A few dates, 
a few names, and that is all. It is a common failing with dancers 
to regard books as dull, useless things which harbour dust and 
take up room; prints and engravings are treated with a little 
courtesy simply because they may serve to decorate the walls 
of the studio. 

This attitude of indifference must be changed. Not only 
must books be read and their message be assimilated, and prints 
and engravings be studied, but this knowledge must be distilled, 
and re-distilled, and preserved with care. Faust bartered his 
soul for a brief renewal of his youth. Here is a better bargain. 
The power to become an artist in exchange for a short period 
of daily study. Look at the visions imprisoned in this casket. 
Who so cold but cannot thrill at the sight of them? Study 
them and they will be bound to your will. And as you continue 
your studies, you will command more and more visions. To 
you they will yield up their secrets, that rare knowledge which 
goes so far towards transforming the dancer into the artist. 

CyriL W. BEAUMONT 
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The Authors Foreword 


I myself served as the model, have succeeded better 

than I had anticipated, I feel it my duty to publish 
them as so many persons have requested; for these and 
similar dances greatly stimulate and delight the lover of 
dancing. Hence such dances are generally styled Delicium 
Populi, or the People’s Delight. 

My aim is not to describe in detail the choregraphy of 
these dances or any particular pas, still less to depict all their 
possible variations ; this would be too ambitious a work and, 
moreover, would necessitate a large volume. But, by means 
of the illustration and its accompanying air, the majority of 
which are my own compositions, I shall portray a principal 
character in appropriate costume, the style of his dance and 
the manner of its execution. I shall also explain the essential 
matters in such illustrations and indicate what pas should be 
employed. 

However, it is not my intention to restrict anyone to my 
method but to leave each dancer free to adapt it as he pleases. 
For those requiring information I shall state that Spanish pas 
are used for Nos. 1 to 3, Roman pas for Nos. 21 and 22, and 
all kinds of cabrioles such as those from one side to the other, 
forwards and backwards, coupés, jetés, chassés, pas graves, 
contretemps, pas de chaconne, pas de courante and other similar 
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pas according to the directions given below each illustration. 
For the peasant dances in Nos. 4 to 12, all pas de gavotte 
and chassés are required, besides the French pas de menuet ; 
also pas de bourrée and certain peasant contretemps, gost [?] on 
either foot, pas de glospied'‘ [?], pas de rigaudon and balances. 

The lively and burlesque types represented in Nos. 23 
to 49, such as Scaramouch, Harlequin and the like, must be 
expressed in the eccentric style of dancing; and with, of 
course, ridiculous and comic positions suited to the peculiar 
characteristics of each. Hence it would be quite out of place 
for a Scaramouch, Harlequin or Purricinella to dance a Menuet, 
Courante, Sarabande or Entrée, since each has his own droll 
and quaint pas. Thus Scaramouch dances his long, unformed 
and heavy imitations such as the pas de scaramouche ; the 
same applies to Harlequin, Mezzetino, Scapino, Matto, the 
Bolognese Doctor, Narcisino, Fenocchio, Orbo, Zotto, Strupiato, 
Pantalone and so on. For these, no pas, figure or costume 
can be used other than that usually employed on the Italian 
stage ; nevertheless each dancer should be allowed full play to 
his powers of invention. 

In conclusion, I can assure the reader that I have myself 
performed these dances in the most distinguished theatres of 
Germany, Italy and France, and that nearly all are my own 
compositions. If this work is received with favour, I shall 
give to the world further new and extraordinary creations to 
prove the extent of the knowledge I have acquired, and of 
which there is an abundance to impart to others. 


FAREWELL 
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Part One 
A Description of the Plates 


1. This is the first position or preparation for a cabriole 
to the left. It is followed by one to the right. The other 
pas, such as the pirole [ pirouette ?], pas de rigaudon and coupé, 
can be found in the Foreword, so that it should be quite easy 
for anyone to compose the whole dance. 

2. This dance begins with a coupé which is followed by 
pas tombés, pas de sissonne and pas de bourrée. ‘The rest of this 
Sarabande can be arranged at pleasure. 

3. In this dance pas de courante, pas graves, ballonnés, pas 
de sissonne and pas de chaconne must be employed, together with 
such other pas as the dancer may select. 

4. This plate represents the first peasant step. It is then 
done the opposite way with the other foot, and succeeded by 
contretemps and pas de rigaudon, with a drawing to and fro of 
the arms, knees and legs, but in divers manners in peasant style. 

5. After the couple shown have performed half the dance, 
the woman steals away ; and since the man no longer sees her, 
he begins to cry. But, unperceived, she returns and, going 
behind him, takes hold of his shoulders and turns him round 
several times. And because she sees him crying they begin 
to dance again. 

6. This peasant dance is begun by the man alone. At the 
end of the air the woman enters with a broom, with which she 
belabours the man and drives him away. Now he comes back 


B* 19 


NEW AND CURIOUS SCHOOL OF DANCING 


and attacks her in turn, but as she vigorously repulses him they 
achieve a ridiculous dance with these alternate blows and then 
both run off. 

7. Enter a man and woman who threaten each other with 
wooden platters, which they clash together in time with the 
music, always turning themselves round. At last they embrace 
and throw away the platters, when the dance comes to an end. 

8. This dance represents two peasants in love. At the 
beginning they push each other with their elbows and heels. 
then continue the dance with various other actions to the end 
of the air, which can be repeated twice or three times at pleasure. 

g. Here we see two persons performing a dance of friendship. 
When they have fanned themselves with their hats and scratched 
their heads, while alternately drawing back their shoulders and 
legs, they perform all manner of droll antics in time with the 
music, and the dance comes to an end. 

10. When the curtain is raised this drunken peasant is 
seen. As the air begins he tries to get up, but falls down several 
times. At last he staggers to his feet and waves his hand to 
the tankard of beer, which does not want to come to him. 
Reeling, he snatches it up, drinks from it thrice, puts it on the 
ground again and finishes the strain by staggering backwards 
and forwards, walking and jumping. At the end he claps on 
his hat, picks up the tankard and exits tottering from side to side. 

tr. A drunken peasant staggers in with a tankard. When 
the air has been played once, his wife enters and seeing him 
so drunk, slaps her knee with astonishment. But the man 
gives her the tankard to drink from and, when she has done 
so, they dance about in a drunken manner. But the woman 
pretends that she can still dance and so they continue until 
they lose sight of each other. 

12. ‘Two peasant boys begin to dance. When the air has 
been played once, two peasant men enter and laugh at them 
and blow through their noses at the same time. Since the 
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boys do likewise the men jog them with their knees and elbows. 
The boys retaliate in the same manner,.and so the men try to 
prevent their dancing. At last they become reconciled, all 
dance together and at the end run off with merry gestures. 

13. A Roman sailor does certain ballonnés backwards and 
some pas de bourrée forwards. Then he performs pas de rigaudon 
and chassés with various contortions and swings of the arms. 
He exits when the air has been played once. 

14. The same sailor dances in from the “ wings” with 
his wife, and when he has let her pass several times under his 
arm, as if catching her, as shown in the plate, they dance towards 
each other, using the air marked No. 13. At the end they 
embrace and exit dancing. 

15. Here two old women enter and dance, half-walking, 
half-shaking, as far as possible to the extreme front of the stage. 
Then they scratch themselves before and behind, spin round 
and go back to whence they began, with their backs to the 
audience, where they perform the same gestures. These goings 
backwards and forwards continue until the end of the first air. 
‘Meanwhile a youth enters who, on seeing the old women, laughs 
at them. And when their air has ended, he takes each in turn 
by the hand and drags them by the arm, until his air has been 
danced twice or three times. 

It is to be observed that the dance consists of two airs, the 
first of which is slow, while the other is merry and quick. 

16. These two Masks, who represent four persons, dance 
gravely and almost with difficulty ; now from one side to the 
other, now forwards, now backwards, now in a circle ; in such 
a manner that each appears to carry another person on his back. 
And this continues for so long as the dancers please. 

17. A satyr performs ballonnés until the violin comes to 
the sign A in the air. Then the satyr blows his pipes and 
the woman plays her tambourine in accompaniment. When 
the sign has been passed he again dances until the sign O is 
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reached, when they again use the pipes and tambourine ; he 
to blow and she to play in harmony with the bowing of the 
violin, and this is done whenever they come to the signs. The 
air can be repeated as often as desired. 

18. This masked peasant stands inside a basket without 
a bottom! and performs the pas de rigaudon, with strong stamps 
of the foot on the ground. Then he takes the position shown 
above and performs ballonnés and contretemps in a peasant, 
though technically correct, manner. Meanwhile the air is 
played four times. 

19. When the curtain rises we see a man with two faces. 
First, always looking upwards, he dances forwards with cabrioles, 
pirouettes? and other Spanish pas. Then he stands with his 
back to the audience and displays his other face, with the back 
of his costume fashioned like the front. In the same manner 
he does various other cabrioles, and exits when the air has been 
played three times. 

20. Enter the same dancer with a woman,’ one from one 
side and one from the other. Soon they dance together with 
joined hands and continually turn their heads to and fro. Then 
they quickly run apart. This is done alternately so that some- 
times they dance together and sometimes apart. The air is 
played three times. 

21. A Roman performs a cabriole forwards quickly followed 
by another backwards, and then one to the side. As for the 
rest of the dance everyone will compose for themselves a few 
beautiful enchainements of French pas. The air is played three 
times. 


22. Here the pas de courante, pas de bourrée and pas de 


_ | The man is wearing a woman’s skirt. 
is a dummy figure attached to the basket. 


® The German gives piroleten. 


The woman’s head and shoulders 


° Note that the woman also wears a mas 
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chaconne are danced in Roman costume, with pretty movements 
of the arms, head and body. The air is played twice. 

23. When the curtain rises this ridiculous person is seen 
at the back of the stage. Gradually coming to the front he 
regains his true height. Then he throws the cloak behind him, 
jumps upwards, keeping his knees straight and stretching 
his legs as far apart as possible, and comes to the ground with 
his knees straight. After this he performs quite easily the 
long pas de scaramouche' with cabrioles in a different manner 
until the air ends. 

24. When the curtain rises there is revealed this lovely 
figure which remains like a statue until the first part of the air 
has been played. When this is repeated Scaramouch jumps 
off his pedestal and performs his beautiful pas de scaramouche, 
with cabrioles and pirouettes.? ‘The dance ends when the air has 
been played three times. 

25. This plate shows how Scaramouch enters and performs 
long steps combined with cabrioles and pirouettes,’ and dances 
likewise according to the instructions so often given. 

26. Scaramouch enters with two baskets, each containing 
a smaller Scaramouch, which he sets down. When he has 
danced the whole of the air once, the small Scaramouches open 
the baskets, which greatly surprises him. They jump out, 
kick him from behind and push him to the ground. Then 
they dance the whole of the air themselves. Afterwards 
Scaramouch, having got up, catches first one then the other, 
and forces them back into their baskets. This ends the first 
half of the air. During the second half he takes up the baskets 
and exits with long strides. 

27. These two persons jump from the “‘ wings” and take 
up the position shown above at the end of the first part of the 
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1 The pas de scaramouche appears to be a long stride, so exaggerated that 
the body is almost touching the ground. 


? The German is piroleten. 
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air. At the beginning of the second part they jump back into 
the ‘“‘ wings.” 

28. Of these persons nothing can be seen but the hat and 
foot. When the air has been played three or four times, they 
alter their positions and resume the first with different cabrioles. 
Then they exit. 

29. Harlequin enters as shown and begins to dance step 
by step in his own manner. Then Scaramouch approaches him 
with a lantern, dances and mimics him, but finally resolves to 
go away. 

30. Scaramouch enters muffled up in a cloak and bearing 
a musket in his hand. He puts a lighted candle at the end 
of the barrel and waits until Harlequin has finished dancing. 
After he has shot him dead he retreats into the “‘ wings,” but 
Harlequin gets up and runs off to the opposite side. Now 
Scaramouch enters carrying a lantern to look at the dead body 
but, unable to find it, he turns away again. Harlequin quickly 
lies down midway across the stage. Scaramouch returns again 
without a lantern and falls headlong over Harlequin. He rises, 
takes hold of him, stands him stiffly on his feet and turns his 
head to and fro, sometimes forwards, sometimes backwards. 
Then he throws him over his leg and again stands him on his 
feet, picks him up on his back and carries him off ; and with this 
the air comes to an end. It should be observed that as soon 
as Harlequin is dead the Scaramouch air No. 26 is to be played. 

31. Harlequin and his wife step forward as shown above. 
Now he runs round her with his usual movements and then she 
round him. Afterwards Harlequin goes to the extreme back 
of the stage and the woman to the extreme front, where she dances 
alone facing the audience with her back to the man. Then 
Harlequin beckons to the woman as if intimating they should 
go off, but she turns round and shows that she has no intention 
of doing so. Harlequin runs towards his wife and she to where 
he formerly stood. Afterwards Harlequin dances alone as 
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she did, and now she beckons to him in the same manner. 
Finally they approach each other, hold each other’s left hand, 
draw their swords or bats, strike each other on the shoulder and 
exit. 

32. Here is seen a blind man who, hearing the sound of music, 
sets his staff firmly on the ground and jerks his shoulders to and 
fro as if about to dance. But Harlequin enteres and crawling 
between his two feet throws his hat into his face. Then the 
blind man gropes about and strikes the air with his staff. 

33. Harlequin creeps from under the blind man and, putting 
his hat on his bat, holds it in front of the face of the blind man, 
who, feeling himself touched, lashes out bravely with his staff. 
Thereupon Harlequin begins to laugh loudly and when he has 
performed divers strange pas from one side to the other they 
exit together. 

34. Scapino dances alone executing, among other pas, 
his ballonnés, chassés, contretemps and pas de rigaudon, with 
his arms twisted from side to side. The air is played at will. 

35. Enter Scapino and his wife, each going towards the 
other. They perform the pas noted in the previous dance. 
Then, back to back, they push each other several times as shown 
above and afterwards they walk off. 

36. When the curtain rises there is seen this person, who 
performs certain contretemps with a drawing-up of the knees 
and feet. The rest of the necessary pas will be found in No. 34. 

37. When Mezzetino and his wife have danced in the manner 
previously described, and used half their air, they perform 
the movement shown above, to the left and to the right. Then 
they run about several times with joined hands, and finally exit. 

38. This buffoon does various foolish but curious pas, 
with distorted but comic jumps, which he varies as much as 
possible and endeavours to make still more humorous, until 
the air has been played three times. 

39. The same buffoon performs the previous dance with 
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his wife, using the same pas as shown above ; and when they 
have performed it alternately, it is followed by other, different 
comical variations. 

40. This person enters as shown above and dances in a 
circle after his own manner, and when, to the delight of the 
audience, he has performed strange, crooked and limping pas, 
the dance comes to an end. 

41. In this dance the pas should be done as shown above, 
with varied turning movements. It should be observed that 
it is no different from the jumping about of the Marzochette 
in Purricinella’s play, except that the dance must be executed 
in a beautiful manner. 

42. Here Pantalone and his Pandora are at the ball. But 
since he is old she refuses to dance with him. Finally she grips 
his beard, turns him round in a circle, and, having done this 
several times, drags him off byhis beard. The air is played twice. 

43. This plate represents the Bolognese Doctor. He gravely 
dances peasant steps, but in a beautiful manner as if he were 
an old man. ‘The air is played three times. 

44. Both the Doctor and his wife take part in this scene and 
enter from opposite sides. She beckons to the Doctor who 
does not want to come and puts his hat on. ‘Then he dances 
with her using informal, but unusual, peasant pas until the air 
has been played three times. 

45. This approaching figure of Narcisino of Malembergo! 
has a straw hat on his head. His eyes are fashioned of fresh 
orange peel and his nose is made very comical by the addition 
of a piece of pumpkin. He dances contretemps and ranzegnati ;? 


that is, with drawn up knee and raised foot. Then he stands 
on one foot and now and again strikes the other foot against 


* Malalbergo, a small town between Bologna and Ferrara. 


> This word is probably derived from the Italian rama, meaning frog ; and 
is a frog-like movement. The direction ‘“‘ with drawn up knee and raised 
foot ” suggests this. 
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the knee. Finally, he performs the pas de rigaudon, with 
wonderful contortions, and continues all manner of droll 
movements until the air comes to an end. 

46. These two persons both run in and the man wants 
to kiss the woman, who turns away. As he becomes insistent 
she hits him with her hand, and then they dance quite merrily 
in the manner described. 

47. At the beginning this person' stands on one foot, and 
after he has sufficiently retained the position, he dances from 
one side to the other and jumps about until the dance comes 
toanend. It can be repeated at pleasure. 

48. Two persons dance the same air, each on opposite 
sides of the stage. As the woman turns her back, the man 
hits her lightly on the shoulder in a friendly way, and afterwards 
they continue with other pas of their own invention, according 
to the rules of the art. 

49. ‘Two buffoons fight with their feet, kicking forwards 
and backwards until the air has been played twice. And when 
it ends again they take off their hats and hit each other with 
them, twice in front and twice on the back, which brings the 
dance to an end. 

50. These four persons enter with cabrioles, pas de bourrée 
and contretemps and then take the position shown. As the 
letters V.M.G.L., written on white cardboard, have been stitched 
on the crowns of their black hats, they hold them facing the 
audience until the sign “a” in the air is reached. Then they 
separate, using the previous pas, and repeat the same pose in 
a different manner, retaining it until the sign “b”’ is reached. 
This continues until the air has been played twice or three times. 
It should be noted that the bars “a” and “b” should be 
repeated each time they are encountered.’” 


1 Fenocchio. 


* The purpose of the letters c to h, also written above the air, is not explained. 
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Part Two 
A Description of the Plates 


1. This plate explains the manner of performing a cabriole 
upwards. Then follow pas graves, pas de bourrée, pas tombés, 
pas de sissonne, balancés, pas de rigaudon and pas de chaconne 
until the air has been played twice. 

2. This dance begins with coupés, piroles [ pirouettes ?] 
and pas graves. ‘The continuation can be arranged by the 
dancers themselves who, by means of curious variations, can 
devise beautiful figures. The air is played twice. 

3. A Venetian merchant performs the previously mentioned 
dance according to the gondolier plate No. 5. And when the 
air has been played twice the dance ends. 

4. The same merchant dances with his wife the measure 
No. 5. It concludes when the air has been played twice. 

5. Enter a Venetian boatman or gondolier who dances 
a Furlana in the Venetian manner, which contains a particular 
version of the usual pas, and continues until the air has been 
played two or three times. 

6. Here the gondolier and his wife perform the previous 
Venetian dance. But they alter the figures and pas so that they 
alternately execute the chassés in a circle. When the air has 
been played twice they are lost to view. 

7. This Switzer performs the whole of the pike exercise 
and dances after the manner of his country. But one must be 
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well versed in the use of the pike. The air can be repeated as 
often as required. 

8. This Switzer dances in the manner already described 
and at the same time waves the standard and does all the motions. 
The air is played ten, eleven, or more times when the performer 
is able to perform these momevents. 

9. This dance is performed by six people dressed as statues. 
At the beginning they make a wide covered archway, through 
which the gardener dances forwards. Afterwards they change 
the arches into characteristic figures and finally form a circle, 
and when the gardener stands in the middle of it the curtain 
is lowered. 

10. A Dutch sailor enters sadly, with his hands held under 
his arms as if he were freezing. He bows twice and then begins 
to dance quite unusual pas until the air has been played twice. 

11. The sailor dances with his wife and they alternately 
strike their hands together, one into the other’s, and perform 
a similar movement with their feet. Afterwards they dance 
in their own manner and exit when the air has been played twice. 

12. These three persons remain motionless until the air 
has been played once. When it is repeated and the sign “A” 
is reached, those at each side jump to the ground and assume 
another pose as shown in the next plate. 

13. When the sign “B” is reached they turn apart and 
take the position shown in the next plate. 

14. Thus they stand, rigid, only slightly changing their 
position at each musical beat or bar. But as soon as the sign 
““C” is reached they jump apart again. 

15. This is the third pose. And when the violin comes 
to the sign “ D ” they assume this pose. 

16. And when thesign ‘‘ E”’ is reached they take this position. 

17. And thus they remain, rigid, until the sign “F” is 
reached, when the dance comes to an end. 

N.B.—This is but one dance with the changes described. 
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The centre statue remains motionless until the dance comes 
to an end. 

18. ‘Two persons enter from one side and two from the 
other. Each holds a spit in his hands. Clever inventions will 
make this dance attractive. 

19. Here is the second part of the dance. The air is played 
twice. 

20. In the above plate two persons carry in Bacchus and 
hold him up until the air ends. Then they set him down and 
dance the following beautiful dance. 

21. Here two persons beat their staves together at top and 
bottom, as well as behind. They continue this several times 
in different ways and then carry off Bacchus. 

22. A dancer, dressed as an English sailor and hung with 
wooden spoons, jumps in with a big cabriole, and continues 
to dance to and fro with curious but correct cabrioles, until 
the air has been played twice. 

23. These two persons enter from the “ wings” with 
ballonnés. ‘The man kisses his two fingers, places the kisses 
on the palm of his other hand and blows them into the woman’s 
apron ; she tries to catch them in it. The dance is performed 
with ballonnés and the air is played six times. 

24. Here is a wooden statue which has been covered with 
pieces of stone, made to adhere by means of plaster, so that 
it appears shapeless. It is set upon the stage. ‘Then enter two 
sculptors who chisel the statue as they dance, so that the pieces 
of stone fall off and the mass is transformed into a statue. The 
pas can be arranged at pleasure. The air is played twice. 

25. Two blacksmiths forge a nail in time with the music 
until the air has been played once. Then one lays down his 
hammer and dances chassés, ballonnés, pirouettes’ and pas de 
rigaudon until the air has been repeated ; meanwhile the other 
one forges. Finally they both dance together and exit. 

1 The German is Birollets, the B would appear to be a mistake for P. 
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26. Two coopers are seen who drive hoops on a barrel 
in time with the music. Each time a hoop is driven on, they 
dance round the barrel. When it is completed they roll it off. 
The dance can be arranged at pleasure. 

27. When the curtain is raised a tailor is seen, sitting at 
work on a bench. When the air has been played once, he puts 
his work away and dances in the Venetian manner for as long 
as he pleases. 

28. The same tailor, while dancing, measures a young woman 
for a dress. When this is done they both dance together in the 
Venetian manner as in No. 4 [No. 5 ?]. 

29. A cobbler is seen with the tools of his trade, the use 
of which he expresses in mime. He prepares the thread by 
hanging it on the wall and rubbing it with cobbler’s wax, in 
time with the music. 

The dancer who can successfully imitate these actions is to 
be commended. 

30. Here stands the cobbler preparing his thread for use. 
Meanwhile his wife enters and they dance together with familiar 
pas. . 

31. Enter a sportsman with his musket. He loads his 
weapon, shoots a bird and plucks it. Then he cuts a stake on 
which he threads the bird and makes a fire over which he roasts 
it. Afterwards he eats the bird. The air is continued until 
all this has been mimed. 

32. ‘Two tennis players enter from opposite sides. As 
they dance they hit the ball with their rackets, in the usual 
manner of the game. ‘The air is played three or four times. 

33. This is the first posture taken by four grenadiers, who 
immediately go through the whole of their drill while they dance. 
They shoulder arms and turn half-left, half-right and so on. 

34. In this second plate they present arms and so continue 
until the exercise is ended. 


35. This plate represents a person who enters and jumps 
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against the wall, and in turning assumes the position shown 
in the next plate. Afterwards he performs cabrioles to right 
and left, backwards and forwards, also while turning, so that 
the dance really consists of nothing but masterly jumps. 

36. This shows the jump after the turn, which must be 
done very quickly. The air is played three times. 

37. The dancer, as shown in the plate, continually performs 
pas piroles [?] and jumps quickly upwards, and then executes 
more pas piroles. 

38. Four Turks enter, one after the other, and dance with 
joined hands as shown ; backwards, forwards, and to right and 
left, with ballonnés and other suitable pas. The air is played 
three times. . 

39. Enter two negroes, accompanied by a Turkish dwarf 
who beats a drum in time with the music. Then the negroes 
take each other’s sash and wind it round themselves. And after 
clapping their hands together they turn round with pas pirole' 
[ pirouettes ?] and ballonnés, always keeping in profile as shown, 
until, after various contretemps, the air has been played three 
times. 

40. Enter two galley slaves, chained together, who perform 
pas appropriate to the dance. But the hands must be kept 
clasped to avoid falling to the ground. 

41. This person does a great many different contortions, 
with furious and quick jumps, until the air has been played 
twice. 

42. Enter two persons carrying ladders on their shoulders ; 
one from the right, one from the left side. They place the 
ladders together as shown above, and when one has climbed up 
and tumbled through the rungs, head downwards to the ground, 
the first performance is at an end. 

43. Then this pose is taken and the same tumbles and jumps 
are done. 

1 The German word is pas Birolle. 
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44. Afterwards the dance continues in this manner, as long 
as required, then changes to the pose shown in the next plate. 

45. A-somersault from back to front. 

46. Afterwards the above movement is done, which 
represents the trundling of a wheel-barrow, then follows :— 

47. This pose, in which two persons have joined the previous 
couple. They change as follows :— 

48. They jump apart and three of them raise the fourth in 
the air, by his hands and feet, and carry him off. Therefore 
the dance is ended. 

49. A gypsy, playing castanets, dances a solo Chaconne, 
with ballonnés and pas de bourrée, combined with contretemps, 
balancés and pirouettes,’ until the air is concluded. Enter a 
necromancer who touches her with his wand; she becomes 
rigid. Afterwards he dances alone and finally they both dance 
together to the end. 

50. ‘Two persons, wearing witch masks, dance with crouched 
bodies. Now comes a person, wearing a ghost mask, whom 
they fling over their arms. Then they perform droll jumps to 
right and left, and exit. 

51. This represents the first lesson. The dancing-master 
should demonstrate the first pas, taking the right foot then the 
left, the knees being kept straight, then bent and again 
straightened. 


1 The German word is Pirolleten. 
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